JSTOR is a not-for-profit service that helps scholars, researchers, and students discover, use, and build upon a wide range of content in a trusted digital archive. We use information technology and tools to increase productivity and facilitate new forms of scholarship. For more information about JSTOR, please contact support@jstor.org. as the "sense of always looking at one's self through the eyes of others" (8), and thereby situates a visual model of subjectivity at the center of what he calls "the strange meaning of being black" in the United States at the turn of the century (3). For Du Bois, the African American subject position is a psychological space mediated by a "white supremacist gaze" (hooks, "Glory" 50), and therefore divided by contending images of blackness-those images produced by a racist white American culture, and those images maintained by African American individuals, within African American communities. It is the negotiation of these violently disparate images of blackness that produces the "twoness" of Du Bois's double-consciousness, the psychological burden of attempting to propitiate "two souls, two thoughts, two unreconciled strivings; two warring ideals" (Souls 8-9).
tant spirit that I think one should read the photographs Du Bois collected for display at the Paris Exposition of 1900. The portraits Du Bois arranged in Types of American Negroes, Georgia, U.S.A. work against dominant, whitesupremacist images of African Americans perpetuated both discursively and in visual media at the turn of the century. Certainly the photographs differ dramatically from the racist caricatures of Sambo, Zip Coon, and Jim Crow, stereotypes that fueled white fantasies of natural racial superiority. As Du Bois himself said of the Paris Exposition photographs, they "hardly square with conventional American ideas" ("Paris" 577). More importantly, however, I would like to suggest that the photographs problematize the images of 'negro criminality" that worked to consolidate a vision of white middle-class privilege at the turn of the century.
Du Bois was well aware that challenging the discourses and images of "negro criminality" was a particularly important political necessity for African Americans. Increasingly over the course of the late nineteenth century, white Americans evoked the imagined "new negro crime" of raping white women in order to legitimize violence upon African American bodies6; white lynch mobs called forth an image of the black male rapist in order to justify the torture and mutilation of black men. As Ida B. Wells observed in the 1890s, lynching ultimately served as a form of economic terrorism, as a racialized class warfare translated into the terms of sexual purity and transgression.7 Many white supremacists argued that African American criminal behavior had increased dramatically during the postbellum era, and suggested that newly emancipated blacks were reverting to their "natural" state of inferiority without the guidance of their former masters. One writer for Harper's Weekly contended that "such outrages are sporadic indications of a lapse of the Southern negro into a state of barbarism or savagery, in which the / . . . : gratification of the brutish instincts is no longer subjected to the restraints of civilization" ("Negro Problem" 1050). A Harper's correspondent concurred: "In slavery negroes learned how to obey, and obedience means self-control." Lamenting the demise of "discipline" under slavery, the same writer proposed that "a substitute must be found" to ensure the "mental and moral discipline" of the African American (Winton 1414). In this way, some white Americans utilized discourses of 'negro criminality" to demonstrate the imagined inherent inferiority of African Americans, and to justify increasing social surveillance, segregation, and violence. Du Bois explicitly challenged dominant and extreme white perceptions of "negro criminality," particularly the tenets that "the negro element is the most criminal in our population" and that "the negro is much more criminal as a free man than he was as a slave" (9) , in his edited volume Notes on Negro Crime, Particularly in Georgia (1904) . In this text, Du Bois argues that slavery was not a check on inherent criminal tendencies but, instead, an institution that encouraged criminal behavior. In discussing the "faults of negroes" in the "causes of negro crime," such as "loose ideas of property" and "sexual looseness" (55-56), Du Bois quotes Sidney Olivier, who states: " 'All these faults are real and important causes of Negro crime. They are not racial traits but due to perfectly evident historic causes: slavery could not survive as an institution and teach thrift; and its great evil in the United States was its low sexual morals; emancipation meant for the Negroes poverty and a great stress of life due to sudden change. These and other considerations explain Negro crime' " (56).8 In delineating the "faults of the whites" in producing "negro criminality," Du Bois notes "a double standard of justice in the courts," "enforcing a caste system in such a way as to humiliate Negroes and kill their self-respect," and foster "peonage and debt-slavery" (56-57). Notes on Negro Crime, Particularly in Georgia, demonstrates how discourses of innate "negro criminality" directed public attention away from the material circumstances of extreme poverty and racism under which many "free" African Americans struggled to survive by sharecropping in the postReconstruction South.
Ultimately Du Bois, like Ida B. Wells, knew that many whites viewed African American economic success as a threat to white cultural dominance, as a privilege "stolen" from white possessors. Indeed, many whites linked an imagined "negro criminality" to "talk of social equality. In Gates's terms, Du Bois's photographs repeat the visual tropes of the criminal mugshot "with a difference," directing reading of the images by "indirection" and thereby inverting the dominant signification of these particular photographic signs.13 Du Bois's initial portraits portray expressionless subjects photographed from the shoulders up, both head on and in rightangle profile, repeating with uncanny precision the full-face and profile headshots of the prison record. Further, Du Bois's photographs depict subjects posed against a plain gray background, devoid of props and frills, and reminiscent of the institutionalized walls against which legal offenders are posed. In short, the images in Du Bois's albums repeat the formal signifiers of the criminal mugshots institutionalized in U.S. prisons and police archives in the late nineteenth century.
In replicating the formal attributes of the criminal mugshot, Du Bois was Signifyin(g) on a pervasive cultural icon. "Rogues' Galleries" showcasing criminal mugshots for public perusal grew alongside middle-class portrait galleries from the very inception of photography. As early as 1859, the American Journal of Photography ran an article that proclaimed: " 'As soon as a rascal becomes dangerous to the public, he is taken to the Rogues' Gallery, and is compelled to leave his likeness there, and from that time on he may be known to any one' " (qtd. in Trachtenberg 28-29). Popular criminal archives encouraged middle-class citizens to survey the populace for social deviants and criminal intruders, those who might attempt to steal the property upon which middle-class cultural privilege largely rested. Specifically, such archives trained middle-class individuals to scrutinize the bodies of their acquaintances for "tell-tale" markers that would reveal them to be criminals in disguise. In his published Rogues' Gallery of 1886, Professional Criminals of America, New York City chief police detective Thomas Byrnes proposes: " 'There is not a portrait here but has some marked characteristic by which you can identify the man who sat for it. That is what has to be studied in the Rogues' Gallery-detail' " (53). The scrutiny of physical detail encouraged by Rogues' Galleries promulgated the myth of a successful surveillant society in turn-of-the-century U.S. culture.
The desire to look for "tell-tale" signs of hidden criminality resonated powerfully with attempts to delineate the mythological "signs of blackness" by which anxious whites hoped to identify racial passers, and thereby to reinforce a belief in the exclusive bounds of white privilege. Indeed, the systems of surveillance established by popular Rogues' Galleries in order to stop what was deemed "criminal passing" coincided with nearly hysterical discourses of racial passing in the United States at the turn of the century. In a culture characterized both by a legacy of forced racial mixing and by heightened racial segregation, many whites viewed racial passing as a threat to their cultural privilege. The laws that equated "one drop" of "African blood" with blackness encouraged those who believed themselves to be white to scrutinize other white bodies for the imagined signs of hidden blackness. If discovered passing (wittingly or unwittingly), a white person legally defined as African American could instantly fall not only beyond the pale of society, but also into the terrain of ("negro") criminality, as one who defied the jurisdiction of "whites only. The photographs replicate a misrepresentation "with a difference," in much the same way that Henry Louis Gates, Jr., following Bakhtin, uses the notion of the "double-voiced" word to exemplify one mode of Signifying(g) (50-51). The first few images in the albums present portraits of African Americans as mugshots; indeed, the images appear to be doubled, Signifyin(g) both as middle-class portraits and as criminal mugshots simultaneously. The careful grooming of the subjects suggests a premeditated desire to be photographed typical of the middle-class portrait, while the visual patterns of close-cropped, expressionless frontal and profile poses replicate the tropes of the criminal mugshot. Through one lens, the images portray middle-class subjects, while through another they portray criminal offenders. Du Bois's initial images suggest that for some white viewers the portrait of an African American is ideologically equivalent to the mugshot of a criminal. Making explicit the discursive assumptions that situate African Americans beyond the pale of white society, and behind a Veil where they are invisible to white eyes blinded by racist stereotypes (Du Bois, Souls 3-4, 8), these portraits-as-mugshots make explicit the "shadow meanings" of white-supremacist images of African Americans.14 However, after this framing introduction, inaugurated by images that repeat so closely the formal style of criminal mugshots, Du Bois's albums gradually come to resemble middle-class family albums. As viewers continue to progress through the albums, they finds subjects posed increasingly in three-quarter turn, rather than in right-angle profile.
Gradually more and more of the body is represented, and subjects are supported by the stuffed chairs, patterned carpets, books, lamps, and lace draperies that signify middle-class parlors. Thus, as one moves through Du Bois's albums, one finds that the stripped down mugshot gradually fades into the middle-class portrait.
I would like to suggest that, in situating these visual poles of identity in such close proximity, Du Bois's albums expose the dependence of middle-class identity on the counter-image of a criminal other. Indeed, Du Bois's photographs are unsettling because they signify at the limits of middle-class photographic portraiture. The images inhabit the very boundary that separates authorized identities from those the State deems in need of careful surveillance and discipline. As Allan Sekula has argued, the photographic portrait became the site of middle-class self-recognition precisely as the Rogues' Gallery came to signify the boundary of respectable middle-class inclusion in the late nineteenth century. In many ways, the Rogues' Gallery functioned as a public counterexample to the middle-class portrait gallery; analogously, the criminal body served as a point of distinction against which middle-class citizens could identify themselves. According to Sekula While Du Bois's photographs disrupt the binary dividing criminal from middle-class individual, they also challenge the dualism that maintains a stable white center in relation to a black margin in turn-of-the-century U.S. culture. If the middle classes consolidated their cultural legitimacy against the othered images of criminals who questioned their property rights, the white middle classes consolidated their cultural privilege not only in relation to legal offenders, but also in relation to racial others.15 In these overlapping paradigms, an image of "negro criminality" provided a boundary that contained the cultural legitimacy of the hi :.:
. the two opposing positions of "criminal" and middle-class subject in his albums, he also closes the divide that separates images of "whiteness" from images of "blackness." Du Bois's portraits Signify upon the Rogues' Gallery to connote the proximity between authorized middle-class selves and criminal others, and some of the images also reference a visual proximity between racially authorized "white" viewers and "black" objects under view. Du Bois's portraits of white-looking biracial individuals con- test a racial taxonomy of identifiable (because visible) otherness, and in so doing the images highlight a closeness that questions the imagined, autonomous superiority of the white viewer. Du Bois's images of a young, blond, very pale African American girl challenge white supremacists' investment in separating the races by signaling an undeniable history of physical union between them. In Du Bois's visual archive, these images create a space "for an exploration and expression of what was increasingly socially proscribed" at the turn of the century, namely social and sexual contact between the races (Carby, Reconstructing 89). As Robert Young has argued, "The ideology of race ... from the 1840s onwards necessarily worked according to a doubled logic, according to which it both enforced I and policed the differences between whites and non-whites but at the same time focused fetishistically on the product of the contacts between them" (180-81). White hysteria over the "threat" of racial passing both spurred an increased fervor in racial surveillance at the turn of the century and marked the extent to which a long history of forced racial mixing during I slavery had blurred the color line of iprivilege in a post-slavery world. 16 By the turn of the century, several states had laws that deemed one-thirtysecond African or African American ancestry the key that distinguished "black" from "white," a distinction so narrow as to make explicit the invisibility of "blackness" and "whiteness" as racial categories. The term mulatto/a signifies "the appropriation of the interracial child by genocidal forces of dominance," and the power of this misrepresentation lies in its ability to steal the "dynamic principle of living" from the historical subject it objectifies. In other words, the term derives its force from its capacity to objectify and to reify an historical agent. As an image produced "through the eyes of others," '"the mulatto/a" masks the presence of biracial men and women. "The 'mulatto/a,' just as the 'nigger,' tells us little or nothing about the subject buried beneath them, but quite a great deal more concerning the psychic and cultural reflexes that invent and invoke them" (Spillers 166-67 This white desire for the black body, coupled with the brutal enactment of white power on that body in slavery, finds a direct corollary in turnof-the-century lynchings. The shadow lurking behind a possible moment of visual identification between individuals divided by the color line is the image of white subjectivity foregrounded against a black corpse in the photographs of lynchings. In order to sustain an identification with African Americans, the authorized white viewer would have to confront the legacy of the utter racial divide engendered by the "new white crime" of lynching.
The photographs of lynched bodies that circulated at the turn of the century signified at the limits of white images of black otherness. As records of the lawless brutality of white supremacists, they registered a different kind of power than the mugshots procured in the police station. If the mugshot signaled a form of dispersed, institutionalized power that was implicitly white in a culture of white privilege, the photograph of a lynched black body signaled the thoroughly embodied nature of white power. By juxtaposing the photographic mugshot to the terrifying photographs of lynchings that circulated in the same years, one finds two different manifestations of white power functioning simultaneously. Lynching represents an embodiment of power similar to the sixteenthand seventeenth-century spectacles of ritualized torture that Michel Foucault describes in Discipline and Punish. Such scenes of torture made manifest the unquestioned authority of a monarch over his subjects, the physical power of the State as personified by one ruler. The mugshot corresponds to a later formation of power which emerged in the nineteenth century, the state of surveillance, in which power is increasingly diffused, disembodied, and located in the minds of subjects who discipline themselves according to an institutionalized image of normalcy. In the coterminous juxtaposition of photographs of lynching and criminal mugshots at the turn of the century, one sees that, while the vehicle of power, the body that aligns itself with and enforces the bounds of normalcy and deviance, is absent from the photographic mugshot, those bodies that are the vehicles of a devastating physical power are represented over and over again with the victims of their wrath in the photographs of lynchings. In the images that display burned and mutilated black bodies set off by crowds of curious-even smiling-white spectators, one sees white supremacists gaze" (hooks, "Glory" 50). However, the images did open up an important space for African American resistance to racist stereotypes, a space for contestation and for self-representation. As bell hooks has argued, "Photography has been, and is, central to that aspect of decolonization that calls us back to the past and offers a way to reclaim and renew life-affirming bonds. Using these images, we connect ourselves to a recuperative, redemptive memory that enables us to construct radical identities, images of ourselves that transcend the limits of the colonizing eye" ("Glory" 53). By reclaiming the importance of Du Bois's "American Negro" photographs, this essay aims to expand an archive of anti-racist representations, and thereby reinforce an early foundation for the work of contemporary cultural critics. necessitates the struggle, first, to recognize our involuntary acts of incorporation and repudiation, and our implicit affirmation of the dominant elements of the screen, and, then, to see again, differently. However, productive looking necessarily entails, as well, the opening up of the unconscious to otherness" (184). As this essay has suggested, an opening up of the unconscious to otherness would necessitate a profound disorientation for white viewers whose image of white wholeness is founded upon the repression of violent othering practices. Nevertheless, it is precisely this kind of interrogation of the psychological and cultural structures that enable the continuation of white dominance that needs to be undertaken if we are to continue Du Bois's project of pushing subjectivity past the color line. 
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